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ABSTRACT 
Conrad, Michael Joseph. Concerto for Jazz Trombone and Wind Ensemble. Published 
 Doctor of Arts dissertation, University of Northern Colorado, 2018. 
 Concerto for Jazz Trombone and Wind Ensemble is an original piece that 
incorporates distinct elements of jazz music within a largely classical framework. The 
analysis presented examines the role of improvisation, the use of blues tonality, and the 
incorporation of quintessential jazz harmonies throughout the work. My research 
explores the way in which these jazz elements operate in the context of a prototypical 
concerto format with a wind ensemble instrumentation and classical forms. 
 The compositional devices and musical components of each section are examined 
in great detail, from the motivic unity of the first movement to the blending of blues and 
Hungarian-Gyspy styles in the third movement. By using a unique combination of 
musical languages and compositional techniques, Concerto for Jazz Trombone and Wind 
Ensemble aims to contribute a new type of piece to the solo trombone repertoire — one 
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 The history of the instrumental concerto extends all the way back to the end of 
the 17th century. Throughout the 18th and 19th centuries, the juxtaposition of a soloist 
and orchestral forces was extensively explored by composers from Mozart to Brahms and 
beyond. By the 20th century, the formal conventions of the concerto had long been firmly 
established. While there are many deviations from these norms, concertos have 
traditionally contained three movements, often with a fast-slow-fast formal design, and 
often with a solo cadenza near the end of the first or last movement. 
 In jazz music, the approach of featuring a soloist within a larger ensemble has 
been common since at least as far back as Louis Armstrong with the Fletcher Henderson 
Orchestra in the 1920s.  Duke Ellington even used the label of “concerto” for some of the 1
pieces he wrote to showcase particular soloists, notably Concerto for Cootie. Other jazz 
composers have borrowed the word concerto as well, but the jazz pieces that bear this 
title usually differ considerably in form, style, and instrumentation from the typical 
classical concerto. For the purposes of this document, the term “classical music” will be 
 Gunther Schuller, Early Jazz: Its Roots and Musical Development (New York: Oxford 1
University Press, 1968), 90.
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used more broadly in reference to Western art music as a whole rather than to a specific 
period of music history. 
 Musicians have been combining elements of classical music and jazz since 
shortly after the inception of jazz. The massive amount of overlap between these two 
broadly defined musical styles is too great and too complicated to attempt to discuss in 
this dissertation, but it is interesting and relevant to look at a couple of prominent 
examples of the musical melding of jazz and classical traditions. Rhapsody in Blue, 
commissioned by Paul Whiteman, is a composition by George Gershwin, a pianist and 
composer primarily associated with jazz and popular song. In an article published in the 
New York Herald Tribune not long before the premiere, the piece was referred to as a 
“jazz concerto.”  The resulting composition is a good example of a jazz composer 2
incorporating jazz elements into a framework that is not typical of jazz music. 
 On the other hand, Igor Stravinsky’s Ebony Concerto, written for Woody Herman 
and his orchestra, is an example of a non-jazz composer bringing his own musical 
language to a jazz instrumentation. The use of plunger and harmon mutes throughout, 
blue notes in the second movement, and triplet subdivision in the third movement 
suggest that Stravinsky attempted to adapt his writing to incorporate elements associated 
with jazz style. Woody Herman and the band, however, seemed to think that the Ebony 
Concerto was just what resulted from a classical composer writing for a jazz ensemble 
 David Schiff, Gershwin: Rhapsody in Blue (New York: Cambridge University Press, 1997), 53.2
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instrumentation and that the piece ultimately was not a jazz piece. Herman said, “he 
wrote pure Stravinsky; it had nothing to do with a jazz band.”  3
 While there are many other examples that differ greatly from these, Gershwin’s 
Rhapsody in Blue and Stravinsky’s Ebony Concerto offer two contrasting approaches to 
combining the jazz and classical worlds in a concerto-like composition. My Concerto for 
Jazz Trombone and Wind Ensemble aligns much more closely with the former example in 
that I am a jazz composer who wrote for a jazz soloist and incorporated jazz elements 
into a largely classical framework. 
Purpose of the Study 
 The objective of this dissertation was to write a concerto for solo trombone and 
wind ensemble that contains distinct elements of jazz music. Although the formal design 
(three-movement concerto) and the performing ensemble (wind ensemble) are not 
usually associated with jazz, the piece includes several elements of jazz music, such as 
improvisation, jazz harmonies, and blues tonality. One of the challenges inherent in the 
pursuit of this objective was the question of how to convincingly present the jazz 
components of the piece without the use of a jazz rhythm section. The goal was not to 
simply combine two genres — the blending of jazz and classical music has of course 
been attempted many times and by many different people. Gunther Schuller tried to 
formalize this intersection when he coined the term “Third Stream," describing it as a 
 Ira Gitler, Swing to Bop: An Oral History of the Transition in Jazz in the 1940s (New York: 3
Oxford University Press, 1985), 195.
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“genre of music located about halfway between jazz and classical.”  My aim in creating 4
this piece was to provide the opportunity for a trombone soloist who is well versed in 
both jazz and classical styles to express improvised musical material and interpret written 
musical material within the same composition. Concerto for Jazz Trombone and Wind 
Ensemble is a piece for a jazz musician to perform with a classical ensemble, not just a 
classical piece that incorporates some aspects of jazz music. 
Need for the Study 
 While the number of concertos for trombonists is not nearly as large as it is for 
pianists or violinists, there is a repertoire of reasonable size that includes many pieces for 
trombone with orchestra and some pieces for trombone with wind ensemble. Of these 
works, relatively few incorporate jazz elements in any way. The trombone concertos that 
may be considered by some to be “jazz-influenced” often contain rhythmic, stylistic, or 
harmonic material that is related to jazz, but they are missing the crucial ingredient of 
improvisation. Graham Collier, in his book Interaction, identifies improvisation as an 
“essential element” of jazz.  There are many pieces of music involving solo trombone 5
improvisation that surely would be categorized as jazz pieces by Collier or anyone else, 
but those pieces are far removed from the concerto format. They are often either 
compositions for large jazz ensemble (big band) or tunes realized in performance by a 
 Gunther Schuller, Musings: The Musical Worlds of Gunther Schuller (New York: Oxford 4
University Press, 1986), 114.
 Graham Collier, Interaction: Opening up the Jazz Ensemble (Tübingen, Germany: Advance 5
Music, 1995), 14.
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small jazz ensemble. In either case, there is a jazz rhythm section involved, and certainly 
no orchestra or wind ensemble. 
 For trombonists who have a true understanding of jazz style as well as the ability 
to convincingly improvise melodies given a harmonic framework, there are no existing 
concertos to showcase those skills. Concerto for Jazz Trombone and Wind Ensemble, 
intended for a jazz soloist, and featuring musical elements that are specific to jazz music, 
is a new and unique contribution to the solo trombone repertoire. 
  
Methodology 
 An original musical composition is a personal artistic creation stemming from a 
combination of the composer’s unique musical background, studies, life experience, and 
creative vision. My past experiences performing in and conducting wind ensembles have 
surely had an effect on the development of the piece. Additionally, having studied 
composition in a bachelor’s degree program and jazz composition in both master’s and 
doctoral degree programs, I have a wealth of academic information and materials from 
which I was able to draw. My background as an improvising jazz musician in particular 
played a vital role in the creation of this unique piece that combines elements of classical 
form and classical musical language with elements of jazz harmony, rhythm, and 
improvisation. 
 In the program notes for her Percussion Concerto, Jennifer Higdon wrote, “when 
writing a concerto I think of two things: the particular soloist for whom I am writing and 
!6
the nature of the solo instrument.”  These principles influenced the composition of my 6
concerto as well. The concept of writing a solo piece with a specific musician in mind is 
not at all a new one — consider the many baryton trios that Joseph Haydn wrote for 
Prince Nikolaus Esterházy or the Brahms clarinet pieces composed for Richard Mühlfeld. 
In the jazz world, Duke Ellington took this concept to a new level by writing music to 
showcase the unique sounds, styles, and improvisational capabilities of the musicians in 
his band. To provide one example, Bubber Miley’s use of the plunger mute, combined 
with his distinctive growling effect, was highlighted on East St. Louis Toodle-Oo, Black 
and Tan Fantasy, and other Ellington pieces from the mid to late 1920s.  Dr. Anthony 7
Williams, the trombonist who premiered my piece, is especially skilled and expressive 
with the use of a plunger mute. I devoted the majority of the second movement of the 
concerto to showcasing this unique ability. Also, having heard Dr. Williams perform 
several times, I was able to keep his particular trombone sound and improvisational style 
in mind as I crafted my composition. 
 In the process of composing the piece, I retained many of the conventions and 
traditions usually associated with concertos. The jazz elements of the composition stand 
out within the framework of a classical formal design. The detailed analysis that follows 
reveals the specific compositional tools used to create a work that occupies space in more 
than one musical world. 
 Jennifer Higdon, Program Notes: “Percussion Concerto,” accessed November 21, 2017, http://6
www.jenniferhigdon.com/pdf/program-notes/Percussion-Concerto-orch.pdf.
 Schuller, Early Jazz, 326-27.7
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 The reason for using a wind ensemble instead of an orchestra as the 
accompanying ensemble in my composition was a practical one: it was what was agreed 
upon by me and the soloist for whom I wrote the piece. This instrumentation actually 
serves the jazz elements of the piece quite well, in part because many of the instruments 
in a typical jazz big band are found within the wind ensemble instrumentation. 
Saxophones, in particular, are only rarely included in an orchestral setting, but are an 
integral part of the wind ensemble instrumentation. The saxophone helps to bring out the 
jazz elements of my piece, especially in Movement 2.  
 Since wind ensembles are ubiquitous in universities and colleges throughout the 
United States, the opportunity exists for Concerto for Jazz Trombone and Wind Ensemble 
to receive multiple performances across the country. Without the need to contend with 
the looming canon of accepted masterworks in the orchestral tradition, wind band 
directors may be more inclined to program a new piece that features an improvising jazz 
soloist. This concerto not only adds to the solo trombone repertoire, it also offers a 
unique contribution to the wind ensemble repertoire. 
 No interviews were required for the completion of this work. None of the 
research for this dissertation involved human participants or animal subjects in any way. 
The musical compositions referenced herein are accessible through scores and/or 
recordings, and the information regarding historical context is available through a variety 
of published sources. 
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CHAPTER II 
MOVEMENT I: OLD SCHOOL 
 The first movement of Concerto for Jazz Trombone and Wind Ensemble largely 
follows the framework of a typical sonata-allegro form. The exposition, in traditional 
fashion, contains a stately first theme and a contrasting, lyrical second theme. While the 
lines are blurred somewhat in the development and recapitulation, the classification of 
sonata form for this movement remains unquestionable. The subtitle for the movement, 
“Old School,” plays on the fact that the jazz soloist finds himself forced to operate in a 
classical context, using a relatively old musical form. 
 Many pieces utilizing sonata-allegro form have an introduction before the 
statement of the first theme. In this piece, there is no true introduction to speak of; rather, 
I have tried to set the tone for the movement with just one measure. Within the opening 
four beats, there are multiple musical elements that are important to the first movement. 
 First of all, the parallel perfect 5ths on the bottom (between the tuba/euphonium, 
bass trombone/trombone 2, bassoon 2/bassoon 1, and in the left hand of the piano) help 
to create a stability and earthiness.  
!9
 
Ex. 1: Parallel perfect 5ths in the low voices of the wind ensemble, Mvt. 1, m. 1 
 Parallel perfect 5ths in the lower voices of the ensemble recur throughout the 
movement, especially in the first theme and transition theme areas. Melodically, the 
intervals between the four lowest pitches in measure 1 make up the primary pitch class 
set of the first theme. The intervals of a minor 3rd and a major 2nd, followed by another 
minor 3rd are very important to this movement and to the piece as a whole. This melodic 
cell will be referred to throughout as the “A-cell.” 
Ex. 2: A-cell, Mvt. 1, m. 1 
 The perfect 4th, found in this cell between C and F, as well as Eb and Ab, is 
another important interval that is used in different ways throughout the piece. 
Ex. 3: Perfect 4ths within the A-cell, Mvt. 1, m. 1 
 Additionally, the intervals that make up the A-cell are found in the pentatonic 
scale, a crucial musical element of the piece that connects Western art music to the roots 
!10
of jazz in American folk music and African musical traditions. In the woodwinds and 
mallet percussion, two different pentatonic scales are used in the opening measure.  
  
Ex. 4: Pentatonic scales, Mvt. 1, m. 1 
 The use of quartal harmony in the first measure foreshadows other fourth-based 
harmonies that are used later, notably in measures 10-13 (horns) and in measures 82-93 
(clarinets and piano). The harmonies that occur on these four beats can be described in 
terms of chord symbols as C7sus, Eb maj13, F7sus, and Ab maj13. 
  
Ex. 5: Quartal harmonies, Mvt. 1, m. 1 
 Rather than a standard dominant to tonic resolution from measure one to measure 
two, the tonic, G, is enclosed by F and Ab. The use of bII in place of V, known as “tritone 
substitution”  because of the tritone relationship between the roots, is a common 8
 Mark Levine, The Jazz Theory Book (Petaluma, CA: Sher Music, 1995), 260-71.8
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occurrence in jazz harmony. The lowered 7th and lowered 2nd scale degrees have strong 
phrygian implications, which will be developed more as the movement progresses. 
First Theme 
 After the entire ensemble plays the brief opening gesture, the first theme is stated 
by the solo trombone beginning in measure two. The light accompaniment of bassoons, 
bass clarinet, euphonium and tuba playing parallel perfect 5ths underneath the melody 
ensures that the trombone is in the foreground. The opening motive of the melody is 
based on the A-cell, using the same intervals that were used in the bass voices in measure 
one (minor 3rd, major 2nd, minor 3rd). 
  
Ex. 6: Primary motive of 1st theme, Mvt. 1, mm. 2-3 
 With a G in the bass instruments in measure two, the pitches used here (A, C, D 
and F) establish a G9sus sonority. The addition of the B natural in measure 3 provides a 
nearly complete G mixolydian scale, with only the E natural omitted. 
Ex. 7: Pitch content of opening melody, Mvt. 1, mm. 2-4 
!12
 Although other harmonic zones are explored within the first theme area, the 
overall tonality of the first theme is best labeled as G mixolydian or G7sus.  
 While the melody is centered  around G mixolydian, the notes of the bass line 
come from the G phrygian scale, with only the D natural omitted. 
Ex. 8: Pitch content of bass line, Mvt. 1, mm. 2-5 
 These two modes, G mixolydian and G phrygian, will return to form the 
harmonic content for the improvised section later in the movement. 
 The first point at which the melody departs from the notes of the G mixolydian 
scale is measure 5. The F# and C# help to form another melodic cell that serves the 
function of disrupting harmonic stasis throughout the movement. The intervals of this 
cell, a minor 3rd (or an augmented 2nd, enharmonically) and a minor 2nd (augmented 
unison), can be found in a harmonic tetrachord, and are central to the intervallic content 
of the 3rd movement of this piece. This melodic cell will be referred to throughout as the 
“B-cell.” 
Ex. 9: B-cell in first theme, Mvt. 1, m. 5 
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 The final two notes of this phrase, Ab and Eb (flat 2 and flat 6 relative to G as 
tonic), reinforce the phrygian implications suggested by the bass line. 
 In measures 8-9, the first three pitches of the A-cell are transposed down in whole 
steps in the solo trombone part while the bass line ascends using the complete A-cell 
beginning on C. As this contrary motion causes the melody and bass line to contract, the 
clarinets, saxophones, trombones, and piano enter on the three eighth notes leading into 
the downbeat of measure 10. 
  
Ex. 10: A-cell and contrary motion, Mvt. 1, mm. 8-9 
 At measure 10, the theme is taken over by the wind ensemble, with a full 
orchestration featuring the trumpets and the high woodwinds on the melody. In measures 




Ex. 11: Contrapuntal imitation of primary motive, Mvt. 1, mm. 14-15 
 Each subsequent statement of the motive enters a perfect 4th lower than the 
previous one, until the bass drum and snare drum on beat 1 of measure 16 interrupt this 
stretto-like effect to reintroduce the solo trombone. The trombone melody in measure 16 
is an exact transposition up a whole step of the B-cell figure in measure 5.  
Ex. 12: B-cell transposition, Mvt. 1, mm. 16-17 
 The figure is also rhythmically displaced by one beat so that the Bb lands on beat 
1 of the following measure. The first theme fragments in measures 17 and 18 use a subset 
of the A-cell to suggest a Bb mixolydian tonality. 
Ex. 13: A-cell in Bb mixolydian, Mvt. 1, mm. 17-18 
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Transition 
 The transition to the second theme uses elements of both the first theme and the 
second theme, while introducing an important motive built around perfect 4ths. The 
parallel perfect 5ths in the bassoons and piano relate back to the the accompaniment at 
measure 2. 
Ex. 14: Parallel perfect 5ths in transition and first theme areas, Mvt. 1, mm. 19-21; 2-6 
  
 The perfect 5ths descend in whole steps (mm. 19-20) and then in half steps (m. 
21) to arrive on C#/Db in measure 22. Contrary motion is created by the juxtaposition of 
the ascending pattern in the trombone with the descending accompaniment. This 
expanding distance between the solo voice and the bass line is essentially the opposite of 
the effect achieved through contrary motion in measures 8-9. 
 The transition theme in the solo trombone begins with the first three pitches of the 
second theme, but with a different rhythmic design. This three note motive is then 
transposed up in major 2nds until the pattern starts over on Db. In measure 24, quartal 




Ex. 15: Quartal harmonies, Mvt. 1, mm. 24-25 
 Starting on the G natural in the solo trombone, the perfect 4ths are taken through 
a different series of transpositions. First, the G and D are transposed down a minor 3rd to 
E and B. Then, this minor 3rd relationship is transposed down in half steps. 
Ex. 16: Perfect 4ths undergoing transpositions, Mvt. 1, mm. 24-28 
 The octatonic scale, used frequently by jazz improvisors (who often refer to it as 
the “diminished scale”), can be divided into four sets of perfect 4ths, each spaced a minor 
3rd from each other. 
Ex. 17: Perfect 4ths within the octatonic scale 
!17
 The figure indicated by the brackets underneath the staff in Example 16, which I 
refer to as the “octatonic 4ths motive,” only uses four of the pitches from each octatonic 
scale before moving down by half step to the next octatonic scale. The harmony in 
measure 26 uses structures that also come from the octatonic scale. These chord voicings, 
made up of two minor 3rds on bottom and a perfect 4th on top, are often used by jazz 
pianists and jazz arrangers on diminished chords and dominant chords with a flat 9. 
Ex. 18: Octatonic harmonies, Mvt. 1, mm. 26-28 
 With the exception of the C minor 11 chord on beat 1 of measure 27, all of the 
harmonies here use the same octatonic structure. These chord voicings and other related 
harmonies are used throughout the second movement as well. 
 The transition section as a whole serves a formal function more than anything 
else. Since measures 17 and 18 already arrive at Bb as tonic, and since the second theme 
begins in Bb major, measures 19-31 are not necessary to create a harmonic transition. 
This section exists instead to simply create some space between the themes and to 
contribute to a better overall shape for the movement. The motives introduced provide 
more opportunities for development and unity throughout the piece. 
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Second Theme 
 The second theme, typical of sonata-allegro form, is more lyrical in contrast to 
the first theme. It is set in the key of Bb major, a minor 3rd above the key of the first 
theme. Although the second theme in sonata-allegro form usually takes the key of the 
dominant when the first theme is in a major key, the minor 3rd relationship between the 
themes is common when the first theme is in a minor key. Since my first theme is 
modally-based, with the primary melodic material formed from G mixolydian and much 
of the supporting material formed from G phrygian, I decided to forgo the traditional 
tonic to dominant relationship between first and second themes.  
 The root motion between I and bVI (Bb and Gb here), foreshadows the root 
motion used in the A sections of the second movement. A harmonic analysis of the initial 
statement of the second theme is provided, including jazz chord symbols and a simplified 
Roman numeral analysis that ignores many of the extensions and alterations. 
Ex. 19: Harmonic progression for the second theme, Mvt. 1, mm. 32-46 
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 The chord progression shown in Example 19 contains several elements often 
found in jazz chord progressions. First of all, the I and bVI relationship, while not at all 
exclusive to jazz music, shows up in a number of standard tunes and other jazz 
compositions. (Consider the bridge to Duke Ellington’s “Do Nothing ’Til You Hear From 
Me.” ) The use of the relative minor, G minor in measure 36 in this case, is of course 9
ubiquitous in many different forms of tonal music.  
 The chords in this progression that relate the most strongly to jazz are the ones 
that have ii-V and ii-V-I relationships. This is because “the [ii]-V-I progression is one of 
the strongest and most common combination of chords in jazz harmony.”  The ii-V 10
progression in measure 37 moves the music briefly to the distant key of A major, but 
resolves deceptively from E7 to F minor 7. This harmonic motion is similar to the second 
and third measures of the jazz standard “I Remember You.”  Measures 38-40 form a ii-11
V-I in the key of Eb major, the subdominant relative to Bb as tonic. This particular 
progression, as well as the following progression from IV to iv to I, can be found in 
several pieces of the standard jazz repertoire. 
 Melodically, the second theme climbs gradually from the C in measure 32 to the 
G in measure 40. By looking at the top notes of each phrase (circled in Example 20), it is 
clear that the melody ascends by step through the notes of the Bb major scale. As the 
melody reaches its apex on the high G, the harmonic progression resolves to the IV chord 
by way of the aforementioned ii-V-I progression. 
 Chuck Sher, The New Real Book (Petaluma, CA: Sher Music, 1988), 431.9
 Dan Haerle, The Jazz Language (Van Nuys, CA: Alfred Music, 1982), 15.10
 Hal Leonard, The Real Book, Vol. II (Milwaukee, WI: Hal Leonard, 2005), 169.11
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Ex. 20: Second theme - solo trombone melody, Mvt. 1, mm. 32-44 
 Furthermore, the three-note figure that was established at the beginning of the 
transition section is used again to start the second theme, and transposed up a major 2nd 
to form the second phrase of this theme. 
Ex. 21: Transition theme and second theme, Mvt. 1, m. 19, mm. 32-37 
  
 In measures 46-53, the primary melody of the second theme is restated in the solo 
trombone with very slight rhythmic and melodic variations. The orchestration is 
expanded from the relatively transparent texture at measure 32 to a much fuller and more 
active accompaniment.  
 The change in meter from 4/4 to 3/4 leads to a rhythmically compressed 
statement of the melody carried by the trumpets and clarinets. At measure 70, as the 
original tempo and meter return, the solo trombone reenters on the climactic peak of the 
theme. This time, the melody is extended to a high Bb, the flat 9 of the underlying A7 in 
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measure 71. Example 22 shows the solo melody along with chord symbols that provide a 
harmonic summary of what is happening in the ensemble. 
Ex. 22: Climax of second theme, Mvt. 1, mm. 69-73 
 On the F dominant sonority that follows, instead of resolving back to Bb like in 
measures 45 to 46 and 61 to 62, the figure in the solo trombone begins an ascending 
sequence that leads to the development section at measure 82.  
Ex. 23: Ascending sequence/transition to the development, Mvt. 1, mm. 74-81 
 Beginning at measure 78, the bass line sets up the upcoming tonality with notes 
from the D phrygian scale (A, G, F, Eb, and C). Much like the resolution from measure 1 
to measure 2, the Eb and C in measure 81 enclose the D in measure 82. The use of 
pentatonic scales in the upper voices leading into measure 82 is also related to the first 
measure of the movement. 
 Up to this point, Movement 1 sticks rather closely to the prototypical sonata-
allegro form. Using the introduction from Charles Rosen’s Sonata Forms as a metric, 
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nothing in the exposition stands out as irregular. “The exposition presents the principal 
thematic material, establishes the tonic key and modulates to the dominant or to some 
other closely related key.”  Rosen’s summary of the typical exposition in sonata-allegro 12
form perfectly describes what has been analyzed in this piece so far. The conventions that 
Rosen explains relative to the second theme group apply as well. “The second theme… is 
traditionally supposed to have a more tranquil character than the first group, and is 
sometimes said to be more ‘feminine.’”   13
 In the first movement of Concerto for Jazz Trombone and Wind Ensemble, the 
formal design becomes a little bit less clear-cut at the end of the second theme area. For 
one thing, there is no closing theme to tie up the exposition before moving on to the 
development. The ascending sequence and the accelerando (mm. 76-81) push right into 
the next section at measure 82 without any kind of cadence to bring the previous section 
to a close. The problems with determining how to classify the development, retransition, 
and recapitulation will be explored later in the chapter. 
Development 
 The harmony that begins the middle section of the movement can be described as 
an Eb major 7 (#5) over a D in the bass.  




Ex. 24: Harmony for development section, Mvt. 1, m. 82 
 These notes all belong to the C melodic minor scale. Mark Levine claims that the 
melodic minor scale “typifies the sound of modern jazz.”  While Levine does not name 14
the second mode of melodic minor in his “Melodic Minor Scale Harmony” chart,  it is 15
sometimes referred to as “phrygian natural 6” or “dorian flat 2.” 
Ex. 25: Phrygian Natural 6 Scale 
 This set of pitches allows for both the A-cell fragment and the B-cell to coexist in 
the same modal environment. 
  
  
Ex. 26: A-cell and B-cell in the development, Mvt. 1, m. 82, m. 85 
 In measures 82-93 the brass trade various transpositions, permutations, and 
rhythmic displacements of the two primary pitch class sets. With a D pedal in the bass 
 Levine, The Jazz Theory Book, 55.14
 Ibid., 56.15
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throughout this section, the piano and clarinets provide quartal harmonies within the D 
phrygian mode. 
Ex. 27: Cell permutations and quartal harmonies in the development, Mvt. 1, mm. 84-86 
 In measures 87, 89, and 91, the quartal structure departs from the phrygian mode 
with the addition of an Ab. The Db on beat 2 in measure 93 goes even one notch further 
on the flat side of the circle of fourths/fifths. On top of the tension created by notes 
outside of the established mode, the snare drum and toms add rhythmic tension with 
figures that both punctuate the brass and provide rhythmic counterpoint. 
 Leading into measure 94, trumpets 1-3 and horns 1-2 play the same descending 
sequence found in the solo trombone part in measures 8-9. Once again, contrary motion 
is used to set up a resolution (this time between the brass and the clarinets). 
 At measure 94, G mixolydian returns as the primary tonality for the beginning of 
the solo trombone improvisation. The supporting harmony in the clarinets and piano 
(with the notes F, A, C, and D) is made up of the A-cell in a different inversion.  
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Ex. 28: Tonality for solo trombone improvisation, Mvt. 1, m. 94 
 After the clarinets and saxophones interrupt the harmonic stasis of G mixolydian 
with a harmonization of the B-cell using second inversion major triads (m. 101), the 
mode switches to G phrygian for four measures. This is followed by another four 
measures of G mixolydian to round out the first portion of the improvised solo section. 
The phrasing of measures 94-109 follows an AABA design. 
Ex. 29: Phrasing structure for the improvised trombone solo 
 The A-cell from the bass line of the opening measure returns in measure 110, but 
in rhythmic augmentation. Each note and corresponding harmony lasts four beats (one 
full measure). Propelled forward by the toms, these four measures serve as a bridge back 
to G mixolydian at measure 114. 
Ex. 30: A-cell in the bass line, Mvt. 1, mm. 110-113 
4 measures 4 measures 4 measures 4 measures
G mixolydian G mixolydian G phrygian G mixolydian
A A B A
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 The flutes and clarinets, rhythmically juxtaposed, create a continuous 
accompaniment as the improvised trombone solo continues. Flute 1 plays the first three 
pitches of the first theme (D, C, and F), built from the A-cell. Flute 2 uses the same 
pitches, but in retrograde. Clarinets 1 and 2 share the same relationship, but down a 
perfect 4th, while clarinet 3 holds down the tonic with a 3/8 cross-rhythm on concert G. 
The resulting pitches make up a Gsus9 chord, and the composite rhythm is reflected in 
the ride cymbal.  
Ex. 31: Woodwind accompaniment for improvised solo, Mvt. 1, mm. 114-115 
 In measures 94-129, the ride cymbal is there to help add a rhythmic feeling to the 
music in the absence of a true jazz rhythm section. The ride cymbal rhythms in measures 
94-109, although specifically notated, are meant to sound somewhat improvisatory.  
 As the flutes and clarinets continue their repeated patterns behind the trombone 
solo, the oboes and piccolo begin to interrupt with phrases based on the B-cell. The two 
initial interjections are fragments extracted from the solo trombone melody in the first 
theme area at measure 5. The B-cell is used here once again to disrupt harmonic stasis. 
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Several chromatic pitches outside of the G mixolydian mode are introduced. This 
chromaticism, combined with the increasing frequency of the oboe and piccolo phrases, 
has an agitating effect on the music as the improvisation section nears its close. The 
trombone soloist is forced either to play around the interjections, or ignore them and try 
to cut through the high level of activity in the woodwinds. On the downbeat of measure 
130, the snare drum and the bass drum announce the next musical event, the transition to 
the return of the second theme. 
Recapitulation 
 The recurrence of the transitional material at measure 130 corresponds to measure 
16 earlier in the piece, with a few important differences. First of all, on the recapitulation, 
the wind ensemble carries the primary melodic material instead of the solo trombone. 
The B-cell figure at measure 130 is played by flute 1, clarinet 1, and trumpet 1, and it 
sounds down a major 2nd from the corresponding figure in the exposition. The A-cell 
fragments that follow, also a major 2nd lower, are extended for two extra measures. This 
expanded phrase gives the music some room to breathe before the transition theme is 




Ex. 32: Comparison of transition material (exposition vs. recapitulation), Mvt. 1, mm. 
16-18, mm. 130-134 
 Measures 135 and 136 contain the same music as measures 19 and 20, with the 
solo trumpet (in straight mute) taking the place of the solo trombone. This transition 
theme begins on Ab in the recapitulation — a major 2nd lower (or minor 7th higher) than 
the transition theme in the exposition. The material in measures 21-23 is omitted on the 
recapitulation as the solo clarinet takes over the primary melodic material. This omission 
avoids additional modulation to ensure that the transition section cadences on F major. 
After the “octatonic 4ths motive” is played by the flutes and trumpets with harmonic 
support from the clarinets and bassoon, measures 141-144 set up the return of the second 
theme. 
 The second theme is set in F major on the recapitulation. Relative to this theme’s 
key in the exposition (Bb major), F is the dominant. Relative to the overarching tonic key 
of the movement (G), however, F is the subtonic. The keys of all of the main formal 
sections of the movement have an interesting relationship to one another. The first theme 
is in G (mixolydian); the second theme is in Bb (major); the development begins in D 
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(phrygian); and the recapitulation of the second theme is in F (major). These roots form 
the pitch class set of the A-cell. 
Ex. 33: Key areas by formal section, Mvt. 1 
 Aside from the fact that it is in a different key, the second theme has a few 
distinct differences on the recapitulation. The accompaniment in the clarinets is less 
rhythmically active than it was in the exposition. Instead of using eighth notes, as in 
measures 32-39, the shortest rhythmic value in measures 145-151 is a quarter note. As 
the accompaniment is handed off to the saxophones (followed by the conical brass), the 
rhythm becomes even less active, using only whole notes and half notes. The rolled 
chords in the low register of the marimba add to the serene mood that is intended to 
contrast the intensity of the development that preceded this section. 
 The solo trombone melody corresponds closely to the melody in the exposition, 
with a few variations (circled in Example 34). 
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Ex. 34: Comparison of second theme statements (exposition vs. recapitulation), Mvt. 1, 
mm. 38-43, mm. 151-156 
 These variations are supposed to sound somewhat improvisatory, even though 
they are explicitly notated. It is my hope that the soloist feels free to approach all of the 
written melodies in the piece with the mindset of a jazz soloist. Although it is necessary 
to adhere closely to the written notation in most spots, small stylistic choices, like the 
addition of scoops, or the interpretation dynamics and articulations, should be made by 
the soloist. Bold choices, like the omission of notes in the melody or significant changes 
to the printed rhythm, would not be appropriate in the context of this concerto (Miles 
Davis’s liberally altered melodic interpretations of tunes from the Great American 
Songbook come to mind), but the unique musical identity of the soloist performing the 
piece should shine through in his/her stylistic approach and sound. 
 The reverse order of the first and second themes in the recapitulation, although 
somewhat atypical, is not without precedent. The fourth movement of Bruckner's 
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Symphony No. 7  and the opening movement of Mozart’s D major Piano Sonata, KV 16
311  provide examples from the Romantic and Classical eras, respectively.  17
 When a sonata-allegro form construction uses the typical order of themes, there is 
usually a section at the end of the development that is referred to as the “retransition.” 
The retransition is just a dominant prolongation that prepares the return of the tonic. In 
my first movement, measures 82-93 look a great deal like a retransition because of the D 
pedal and the resolution to G at measure 94; however, this section of music occurs in the 
recapitulation between the second theme and the first theme rather than at the end of the 
development.  
 From the very first measure of the piece, the pitches C, Eb, F, and Ab have served 
a dominant function (in place of D7) for the modal area of G mixolydian. Instead of a 
dominant pedal on D, the retransition (mm.157-164) brings the initial A-cell back and 
uses rhythmic diminution to drive toward the return of the first theme. 
 Starting in whole notes, as in measure 110, the four pitches of this bass line are 
repeated — once in half notes, and twice in quarter notes. 
  
Ex. 35: Rhythmic compression in the bass voices, Mvt. 1, mm. 157-164 
 Anton Bruckner, Symphony No.4 in E-flat major, IMSLP - Petrucci Music Library, May 24, 16
2007, accessed February 8, 2018, http://imslp.org/wiki/Symphony_No.4_in_E-
flat_major,_WAB_104_(Bruckner,_Anton).
 W.A. Mozart, Piano Sonata No.9 in D major, IMSLP - Petrucci Music Library, February 19, 17
2006, accessed February 8, 2018, http://imslp.org/wiki/Piano_Sonata_No.9_in_D_major,_K.
311/284c_(Mozart,_Wolfgang_Amadeus).
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 A similar rhythmic compression occurs in the upper voices as they move from 
eighth-note figures to sixteenth-note figures. 
Ex. 36: Rhythmic compression in the higher voices, Mvt. 1, mm. 159-161 
 The topic of compression and its effect on the pace of the music will be explored 
in greater detail in Chapter V.  
 The ultimate target of the retransition is the return of the first theme in G 
mixolydian at measure 165. Because of the absence of the leading tone (F#) in G 
mixolydian, other ways of approaching tension and release beyond the traditional 
dominant-tonic relationship must be explored. Again, through tritone substitution (Ab for 
D), the effect of a dominant to tonic resolution is achieved without the use of the true 
dominant. By changing the quality of the Ab chord to a major 13 instead of a dominant 
chord, the F# is avoided entirely. 
Coda 
 The final statement of the primary theme at measure 165 serves as a coda for the 
movement as a whole. Although the return of the first theme in the tonic key would 
usually be labeled as the beginning of the recapitulation in classical sonata-allegro form, 
this section’s short length (mm. 165-179) and its position at the end of the movement 
cause it to function more as a coda. 
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 The first six and a half measures of the recapitulated first theme are identical to 
the corresponding measures in the initial statement of the theme from the exposition. 
Beginning at measure 171, instead of following the A-cell fragments down in whole 
steps, the solo trombone is interrupted by a woodwind flourish that uses the Eb lydian 
scale. The next solo trombone phrase in measure 173 is transposed up a minor 3rd from 
the phrase in measure 171, and is followed by another woodwind flourish. The 
woodwinds in measure 174 use the Db lydian scale, with the F minor pentatonic scale 
highlighted on beats 3 and 4.  
Ex. 37: Woodwind figure in coda, Mvt. 1, m. 174 
 A variation of the octatonic 4ths motive returns in measures 175 and 176, this 
time continuing down in minor 3rds so that all eight notes of the octatonic scale are used. 
Ex. 38: Octatonic 4ths variation, Mvt. 1, mm. 175-176 
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 The Ab in the bass is once again substituting for the dominant, D. The motivic 
material in these two measures recalls the transition theme, while the orchestration, 
heavy on the brass and percussion, relates back to the D phrygian section of the 
development. 
 In the last three measures of the movement, the final statement of the primary 
motive is now centered around the root (G), rather than around the 5th (D). The theme in 
measures 165-166 (also in measures 2-3) is transposed up a perfect 4th and adjusted 
slightly on beats 3 and 4 of measure 166 to fit the phrygian mode. This helps drive home 
G as the tonic and brings the movement to a satisfying close. Between the melody and 
the bass line in the penultimate bar, all of the pitches of a G phrygian scale are present. 
Ex. 39: Final statement of primary motive (in G phrygian), Mvt. 1, mm. 177-179 
Sonata-Allegro Form 
 The form diagram included below as Example 40 shows the overarching formal 
design for Movement 1, “Old School.”  
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Ex. 40: Form diagram for Movement 1 
 As mentioned previously, there are some problems with the sonata form analysis 
of this movement beginning at the end of the  theme. Charles Rosen offers the following 
description of what typically occurs in the development section: 
  It is in this part of sonata form that the most distant and the most rapid 
modulations are to be found, and the technique of development is the 
fragmentation of the themes of the exposition and the reworking of the 
fragments into new combinations and sequences.  18
 It is the first part of Rosen’s description that is at odds with the development 
section of my first movement. The material in measures 82-134, labeled as the 
development in Example 40 above, is actually very harmonically static. The measures 
based on D phrygian all occur over a D pedal in the bass, while most of the improvised 
solo section occurs over a G pedal. Considering that the movement begins and ends with 
G as the tonic, these key centers certainly do not fit the description of “distant” or “rapid” 
modulations. 
 Rosen, Sonata Forms, 2.18
mm. 1-18 19-31 32-81
G mixolydian (tonality in flux) Bb Major


















 On the other hand, this section makes considerable use of  “the fragmentation of 
the themes of the exposition and the reworking of the fragments into new combinations 
and sequences,” as is indicated earlier in Example 27. Furthermore, the improvisation in 
the solo trombone can contribute to the development in any number of ways. This 
element of the unknown — the idea that the development of the piece is partially in the 
hands of the performer — is one of the things that distinguishes jazz composition from 
classical composition.  
 In Movement 2, the improvisation is integrated in a more seamless way, as 
opposed to the distinct improvisation section in Movement 1. 
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CHAPTER III 
MOVEMENT II: NOCTURNE 
 The second movement of Concerto for Jazz Trombone and Wind Ensemble is 
slower and more melancholy in character than the first movement. Because of the dark 
and gloomy mood created by the primary theme, this movement is subtitled “Nocturne.” 
The overall form is ternary (A-B-A), with the A sections in Eb minor and the B section in 
the relative major, Gb. Additionally, the A sections feature the use of a plunger mute in 
the solo trombone part, while the B section is unmuted. The middle section in Gb major 
is also slightly faster than the A sections. The brief transition that occurs at the end of the 
B section is very closely related to some of the transitional material from the first 
movement. 
Instrumentation 
 The instrumentation for the second movement requires some doubles for a few of 
the reed players. In the first and third movements, a somewhat standard wind ensemble 
instrumentation is used, but Movement 2 places a little more emphasis on the lower 
instruments by including a contrabassoon part and a Bb contrabass clarinet part (in 
addition to a regular Bb bass clarinet). Furthermore, alto saxophone 1 is asked to double 
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on soprano saxophone for a portion of the movement. The final difference in 
instrumentation between the second movement and the outer movements is that there is 
no piccolo used on Movement 2. 
Table 1. Instrumentation for Concerto for Jazz Trombone and Wind Ensemble 
(additional or different instruments indicated by italics) 
 
Melodic Content 
 Melodically, Movement 2 makes significant use of what is known as the “blues 
scale.” The blues scale is very closely related to the minor pentatonic scale (used at 
certain points in the first movement), but it has a chromatic passing tone between the 4th 









Alto Saxophone 1 (doubling on Soprano Saxophone) 

































Ex. 41: Minor pentatonic scale and blues scale 
 The passing tone, which can be labeled as the #11 or b5, creates a dissonance in 
the context of the tonality of Eb minor, in part because of the tritone interval it forms 
with the root. The first seven pitches of the solo trombone melody come from the Eb 
blues scale. The dissonant A natural is highlighted with a scoop from below, adding to 
the bluesy character of the melody. 
Ex. 42: Opening pitches of solo trombone melody, Mvt. 2, mm. 5-6 
 The first time that the melody lands on a note outside of the blues scale is on beat 
3 of measure 6. F natural is the 9th in the context of Eb minor, but it functions as the #11 
on the B13. 
 The entire solo trombone statement of the theme in the A section uses the blues 
scale almost exclusively. Aside from one additional F natural in measure 10 (this time 
functioning as the 13th on an Ab dominant chord), the only other pitch outside of the 
blues scale is the C natural in measure 8.  
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Ex. 43: Scales used in primary theme, Mvt. 2, mm. 5-12 
 When added to the notes of the Eb minor pentatonic scale, the F and C complete 
an Eb dorian scale. 
Ex. 44: Minor pentatonic scale and dorian scale 
  
 At measure 16, the primary melody is transferred an octave higher to the soprano 
saxophone, while the solo trombone plays a counter line. The solo trombone 
rhythmically mirrors/echoes the soprano saxophone in several spots, but the two lines 
come together at the ends of phrases. 
  
Ex. 45: Melody and counter line in second statement of the primary theme, Mvt. 2, 
mm. 16-19 
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 The pitches in the solo trombone counter line belong primarily to Eb minor, with 
the exception of the blue note, A natural. On beat 2 of measure 20, the solo trombone part 
shoots up the Eb minor pentatonic scale and steps down using an octatonic fragment on 
beats 3 and 4. In the following bar, the quick ascending gesture outlines an A7 with a flat 
9 and a sharp 11 (or an A7 with an Eb7 used as an upper structure ) before coming down 19
the octatonic scale once again.  
Ex. 46: Pitch content of solo trombone counter line figures, Mvt. 2, mm. 20-21 
 This sets up the triplets in measure 22 — a variation of the octatonic 4ths motive 
introduced in the first movement. The melody and the counter line come together at the 
end of the phrase once more on beat 1 of measure 23. 
 Levine, The Jazz Piano Book (Petaluma, CA: Sher Music, 1989), 109-24.19
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Ex. 47: Octatonic 4ths motive variation in solo trombone counter line, Mvt. 2, mm. 22-23 
 The theme that begins the B section outlines the harmony with some stylized 
arpeggios of Gb major 7 and Db+9 (a Db dominant chord with a sharp 5 and a natural 9). 
Stylistically, this figuration is reminiscent of French composers like Joseph Edouard 
Barat and Eugène Bozza, both of whom wrote pieces for solo trombone. ,   20 21
 After the first sixteenth note triplet figure in measure 25, the melody progresses 
into the lower register of the trombone through two sixteenth note triplet groupings in 
measure 26, and three in measure 27. The augmented triad arpeggiated in measure 27 
resolves to Bb, the third of the Gb major 7 chord in measure 28. 
  
 J. Ed. Barat, Andante et Allegro, IMSLP - Petrucci Music Library, March 4, 2015, accessed 20
March 1, 2018, http://imslp.org/wiki/Andante_et_Allegro_(Barat%2C_Joseph_Edouard).
 Eugène Bozza, Ballade pour trombone ténor et piano (Paris: A. Leduc, 1944).21
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Ex. 48: “B Theme” in the solo trombone, Mvt. 2, mm. 25-32 
 The pickups into measure 29 outline an A major triad, another upper structure  22
relative to the underlying harmony. In this case, upper structure II is used to access the 9, 
#11, and 13 of a G7 chord. 
 The melodic figure in measure 29, characterized by the descending major 6th 
interval, highlights the 3rd, 5th, and flat 7th in the key of Gb, with a passing tone 
between the 5th and the 7th. This figure is then transposed down a major 3rd for the 
following bar, with a whole-step passing tone this time resolving to Eb, the 13th of a Gb 
major 7 chord. The sixteenth-note triplet figuration is then continued, outlining another 
augmented triad, and ultimately resolving on an Ab, the 9th in the key of Gb major.  
 At this point, the wind ensemble takes over the theme while the solo trombone 
rests. Staggered entrances in the woodwinds help to create a build up into measure 33. 
 The restatement of the B section theme (mm. 33-38) matches the initial statement 
(mm. 25-31), but with a different orchestration. At measure 33, the high woodwinds 
 Levine, The Jazz Piano Book, 109-10.22
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carry the theme in the upper register, supported by the brass and lower woodwinds. The 
saxophones and horns answer the melody with an imitative counter line in measure 36. 
Ex. 49: Woodwind melody and horn/saxophone counter line, Mvt. 2, mm. 35-36 
 This is followed by another set of staggered entrances in the wind ensemble 
leading in to the reentrance of the solo trombone at measure 37. The solo melody takes a 
somewhat surprising turn in measure 39 when the Eb becomes an accented chromatic 
passing tone leading into another iteration of the descending major 6th figure, this time in 
the key of C. The solo trumpet echoes this figure in the following measure, adding some 
ornamentation at the end of the phrase. 
Ex. 50: Melodic and harmonic differences in repeat of B theme, Mvt. 2, mm. 37-41 
 At measure 41, the tempo is doubled for a transition back to the A section theme. 
This transition section, which follows a sequence of dominant 13 (b9) chords moving 
downward in half steps, uses the octatonic 4ths motive in the solo flute (mm. 42-44) and 
the solo alto saxophone (mm. 45-48). In between these phrases, the clarinets play a figure 
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based on the blues scale. This gesture points ahead to the return of the bluesy melody at 
measure 50. Through chromatic planing of a consistent structure (a half step on bottom 
and a minor 3rd on top — or an 014 trichord), three different blues scales are used 
simultaneously in the clarinet figure: a Bb blues scale on top, a G blues scale in the 
middle, and an F# blues scale on bottom. 
Ex. 51: Transition from B section to final A section, Mvt. 2, mm. 42-47 
 The solo trombone pickups in measure 49 build a bridge between the B section 
and the return of the A section. The augmented triad created by the first three pitches of 
the measure references the melodic material used in the B section, while the notes of the 
Bb altered scale set up the return to Eb minor through a dominant to tonic relationship. 
  
Ex. 52: Solo trombone pickups into recap., Mvt. 2, mm. 49-50 
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 The melodic content in the final A section at measure 50 begins just like the 
initial statement of the theme at measure 5. Measure 56 departs from the expected 
melody with an adjusted transposition (up a minor 6th/augmented 5th) of the pentatonic 
figure in measure 54. In order to save the blue note, A natural, for the next measure, the 
top pitch of the transposed figure is adjusted down a half step to Ab.  
 
Ex. 53: Extension of A section theme on recap., Mvt. 2, mm. 54-56 
 In the solo trombone’s final melodic statement of the movement (apart from the 
improvisation in measures 60-62), the blues scale and the minor pentatonic scale once 
again form the pitch content. 
Ex. 54: Blues scale and minor pentatonic scale in final written phrase, Mvt. 2, mm. 57-59 
 This is also the most dramatic point in the movement in terms of dynamics and 
range. The full wind ensemble is in at a forte dynamic marking while the solo part is 
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written at fortissimo. In its extreme high register, the solo trombone peaks at a Db5 on 
the downbeat of measure 58. 
Harmonic Content 
 In the melodic analysis above, the harmony was presented in some cases to give 
context for the melodic material. The following harmonic analysis for Movement 2 will 
go into more detail with respect to what types of harmonies are used, as well as the ways 
in which the chords relate to one another. 
 The primary harmonic motion for this movement is the alternation between i and 
bVI that serves as harmonic support for the main theme in the A section. The chord 
voicings used in the opening all contain half steps, creating dissonance that adds to the 
melancholy and somewhat bitter mood of the slow middle movement. On beat 3 of 
measure 2, the half step is shifted to the top of the voicing so that the 4th and the flat 5 of 
the Eb blues scale are rubbing against each other. 
Ex. 55: Opening harmonies in low woodwinds, low brass, and piano, Mvt. 2, mm. 1-2 
  
 Although bVI in the key of Eb minor is Cb, the Cb dominant chords are 
enharmonically spelled throughout to avoid the use of B double flat. 
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 These two chords, Eb minor and B dominant, repeat until beat 3 of measure 8. At 
this point, instead of going to bVI, the Eb minor chord moves to an Ab9, the IV chord. 
This type of harmonic motion from i to IV deepens the second movement’s connection to 
the blues. 
 Measures 9-11 contain a series of modified ii-V progressions using several 
dominant chords with various alterations. 
Ex. 56: Harmonic analysis of the end of the primary theme, Mvt. 2, mm. 9-12 
 G13(b9) to C7 altered is a ii-V progression in the key of F, except that it uses a 
dominant chord instead of a minor chord for the ii. F# minor 7 to B13 is a ii-V 
progression in the key of E major. Bb minor 11 to A7 to Ab13 is a ii-V-I progression with 
a tritone substitution for the V chord. The I chord is usually major in a ii-V-I progression, 
but it is common in blues tonality for dominant chords to stand in place of major chords. 
As Ethan Hein explains, “The blues is based around a very different set of harmonic 
expectations than the ones underlying classical music… Dominant seventh chords can 
function as tonics.”  23
 Ethan Hein, “Blues Tonality: Why Music Class Needs to Teach the Blues Scale as Being as 23
Basic as the Major or Minor Scales,” Medium, July 28, 2014, accessed October 15, 2017, https://
medium.com/@ethanhein/blues-tonality-3d60b3c6c665.
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 The dominant 13 (b9) chords in measure 11 are very closely related to the 
octatonic harmonies used in Movement 1 (see Example 18 for a comparison). This type 
of descending chromatic motion to get back to the tonic is frequently found in jazz 
repertoire. In Charlie Parker’s “Ornithology,” for example, the chromatic sequence of 
chords at the end of the form (B minor 7, Bb7, A minor 7, and Ab7 in the key of G 
major) functions in place of a normal iii-vi-ii-V progression.   24
 In measures 12-15 the solo trombonist improvises over the two chords from the 
opening, Eb minor and B13(#11). The dissonant half steps in the B13 voicings are further 
highlighted here by accented attacks from the harmon-muted trumpets (mm. 12-13) 
followed by the flutes and oboes (mm. 14-15). On beat 3 of measure 15, an E9(#11) is 
used instead of the B13(#11). This chord functions as a tritone substitution for Bb7, 
setting up the repeat of the primary theme in Eb minor. 
 The harmonies for the repeat of the theme are essentially the same, but with a 
more involved orchestration. On beat 3 of measure 24, instead of E9(#11), a Db+9 is 
placed in order to shift the tonality to the relative major, Gb.  
 Gb major 9 and Db+9, functioning as I and V7, alternate in the B section much 
like the i and bVI alternate in the A sections. Another tritone substitution can be found in 
measures 28 and 36, where a G dominant chord is used in place of the Db. While the 
extensions and alterations utilized in many of the chords throughout the B section 
certainly add color, the harmony in this section is less dissonant and more stable when 
compared with the A sections. This is true for a few different reasons: the overall tonality 
 Charlie Parker, “Charlie Parker — One Night in Birdland,” recorded June 30, 1950, Sony 24
Records SRCS 7111-2, 1993, CD.
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of the B section is major rather than minor; fewer half-step dissonances are emphasized, 
and the tonic to dominant relationship between the Gb and Db has a stabilizing effect. 
 From measure 29 to measure 30, a ii-V-I progression moves the harmony to A 
major, which is a minor 3rd (enharmonically) above the tonal center of Gb major. When 
the same figure occurs again in measures 37-38, the Db7 on beat 4 of measure 38 
functions as a tritone substitution resolving down by half step to C major. The arrival on 
C creates an additional minor 3rd relationship between the roots (Gb major to A major to 
C major). Only one more root/tonic (Eb) is needed to complete an equal division of the 
octave into four parts. This helps to set up the inevitable return to Eb (albeit Eb minor) 
for the recapitulation of the primary theme at measure 50. 
Ex. 57: Minor 3rd key areas in B section theme, Mvt. 2, mm. 29-30, mm. 37-40 
 Furthermore, as seen at the end of Example 57, the I to bVI motion used in the 
key of C points toward the harmonic motion in the upcoming the A section. 
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 In the brief transition that occupies measures 41-48, the harmonies are borrowed 
from measure 11 earlier in the movement. These dominant 13 (b9) chords move 
downward in half steps over the course of eight measures — a significant rhythmic 
augmentation of the quarter notes in measure 11 (even considering the doubled tempo at 
measure 41). 
 While it would have been possible to resolve from the E13(b9) in measures 47-48 
back to Eb minor at measure 50, this bII to i relationship (the result of a tritone 
substitution) has already been used several times in the movement. By inserting a Bb (the 
true dominant in the key of Eb minor) in measure 49, an even stronger V to i resolution is 
created. This helps to mark measure 50 as a formally important juncture in the piece.  
 Measures 50-52 return to i and bVI in the key of Eb minor, supporting the 
recapitulation of the A theme. Like measure 8, measure 53 moves to the IV chord, Ab9, 
on beat 3. The next two measures begin the same harmonic sequence that was used in 
measures 9-10, but as the melody develops and expands upward, the harmonies move in 
a different direction. Example 58 provides a detailed chord symbol analysis of measures 
54-59. 
Ex. 58: Harmonic analysis of A section recap. expansion, Mvt. 2, mm. 54-59 
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 Beats 1-3 of measure 56 form a ii-V-i progression in B minor, while beat 4 begins 
a series of slash chords. The triads and the bass notes proceed in contrary motion in 
measure 57, arriving at some highly chromatic and tense chords on beats 3 and 4 to 
reinforce the climax of the movement. Measure 58 follows the now familiar sequence of 
dominant chords in descending half steps, with some additional tensions created by the 
melody notes in the solo trombone.  
 Almost like a brief coda, measures 59-61 reiterate the alternation of the Eb minor 
and B dominant chords, giving the soloist one more chance for improvisation at the end 
of the movement. The final chord is a polychord: a D minor triad over an Eb minor triad.  
Ex. 59: Final chord, Mvt. 2, m. 63 
 This harmony could also be expressed as an Eb minor chord with a major 7th, a 
9th, and a #11. Jazz pieces set in a minor tonality often end with a minor/major 7th 
chord, but the addition of the A natural in the final chord here is an appropriately 
dissonant choice to fit the bluesy and dark character of the movement. 
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Form 
 As mentioned at the beginning of the chapter, the overall form for Movement 2 is 
ternary (A-B-A). Example 60 shows the subsections within that larger formal structure. 
In the initial A section, there is a four-measure introduction to establish the mood and 
tonality, as well as two statements of the primary theme with some brief improvisation in 
between. The B section presents its contrasting theme two consecutive times. The 
melody is carried by the solo trombone the first time, while the wind ensemble takes over 
the beginning of the second statement of the B theme. The solo trombone finishes off the 
restatement of the theme with a slight melodic and harmonic variation.  
 The transition material is too brief to be considered an autonomous section, so it 
falls into the larger formal designation of the B section (despite its contrasting material). 
 In the final A section the theme is not repeated, but it is extended. The movement 
ends much like it began, with the alternating i and bVI fading into the final measure. 
Ex. 60: Form diagram for Movement 2 







Primary Theme Primary Theme again
Secondary Theme again
33-40




Eb minor   climax            (improv.)




MOVEMENT III: BLUES FOR BÉLA 
 The third movement of Concerto for Jazz Trombone and Wind Ensemble provides 
an energetic conclusion to the piece. The subtitle is “Blues for Béla” because the 
movement has a strong association with the music of Béla Bartók through elements of 
the Hungarian-Gypsy style, while simultaneously maintaining a connection to the blues. 
 Both Hungarian-Gypsy music and blues music come from the folk traditions of 
marginalized people. “Throughout recorded history, the nomadic tribes collectively 
known as gypsies (Romani) have been feared, ostracized, hunted, and driven out of 
Western countries.”  These gypsies, some of whom eventually settled in Hungary, are 25
responsible for spreading the Style hongrois, as it has been called, throughout Europe.  26
Much of the musical language associated with the Style hongrois comes from a military 
recruitment dance music known as verbunkos. This genre later developed into csárdás, 
 Andrew Stroud, “Elements Of Style Hongrois within Fantaisie Hongroise, Op.65, No. 1 by 25
J.K. Mertz” (DM diss., Florida State University, 2012), 13, accessed January 18, 2018, http://
purl.flvc.org/fsu/fd/FSU_migr_etd-5207.
 Jonathan Bellman, “Toward a Lexicon for the Style hongrois,” Journal of Musicology 9, no. 2 26
(1991): 217, accessed August 23, 2017, https://www.jstor.org/stable/763553.
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another folk dance style.  The musical components of these dances, along with elements 27
from nóta songs and other related traditions, make up the Style hongrois.  28
  The blues has its origins in the southern United States, and was born out of the 
suffering of African Americans. Spirituals, field hollers, work songs, and street cries are 
all examples of various forms of folk music sung and played by African Americans in 
regions such as the Georgia Sea Islands, the Mississippi Delta and New Orleans. ,  29 30
 The following lyrics, which can be heard on Blind Lemon Jefferson’s 1927 
recording of “Broke and Hungry,”  provide just one example of the African American 31
struggle expressed through the blues. 
 I'm broke and hungry, ragged and dirty too, 
 I said I’m broke and hungry, ragged and dirty too, 
 Mama, if I clean up, can I go home with you? 
 I'm motherless, fatherless, sister and brotherless too, 
 I said I’m motherless, fatherless, sister and brotherless too, 
 Reason I've tried so hard to make this trip with you. 
Hungarian-Gypsy Elements 
 The thematic material for Movement 3 is formed from a series of pitches 
sometimes referred to as the “gypsy scale.” James Huneker, in his exploration of Franz 
Liszt’s music, describes this scale as a harmonic minor scale with a raised 4th; however, 
 Stroud, “Elements Of Style Hongrois within Fantaisie Hongroise, Op.65, No. 1 by J.K. Mertz,” 27
13-14.
 Bellman, “Toward a Lexicon for the Style hongrois,” 217.28
 Marshall Winslow Stearns, The Story of Jazz (London: Oxford University Press, 1990).29
 Frank Tirro, Jazz: A History (New York: W.W. Norton & Company, 1993).30
 Blind Lemon Jefferson, “Bad Luck Blues / Broke And Hungry,” Paramount Records 12443, 31
1927, RPM.
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he also points out that the same collection of pitches can be seen as starting from the 
dominant instead.  32
  The gypsy scale, sometimes called the “double harmonic scale,”  is formed from 33
two harmonic tetrachords, each consisting of a half step, followed by an augmented 2nd, 
followed by another half step. Organizing the pitches this way (E, F, G#, A, B, C, D#) 
creates a kind of symmetry and stability that places half steps above the root and the 5th. 
In my piece, the orientation of the pitches is somewhat off-center, with F serving as the 
tonic instead of E. This reading of the scale (F, G#, A, B, C, D#, E) produces the root, #2 
(or b3), 3, #4, 5, #6 (or b7), and 7. The use of the minor 3rd (enharmonically) along with 
the major 3rd, as well as the minor 7th with the major 7th, fits in perfectly with the way 
that the “blues freely blends major and minor tonality.”  34
Ex. 61: “Gypsy Scale” with three different starting pitches 
 Jonathan Bellman, in his article, “Toward a Lexicon for the Style hongrois,” 
identifies several elements of Hungarian-Gypsy music used by composers such as Liszt, 
Brahms, and Schubert.  Among these elements is the use of drones to create harmonic 35
 James Huneker, Franz Liszt (New York: Charles Scribner's Sons, 1911), 163.32
 Gary Campbell, Triad Pairs for Jazz: Practice and Application for the Jazz Improvisor (Van 33
Nuys, CA: Alfred Music, 2001), 5.
 Hein, “Blues Tonality: Why Music Class Needs to Teach the Blues Scale as Being as Basic as 34
the Major or Minor Scales.”
 Bellman, “Toward a Lexicon for the Style hongrois,” 214-37.35
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stasis. The drone 5ths (between F and C) in the bassoons, low brass, piano, and timpani 
in measures 11-15 provide a good example of this. 
Ex. 62: Drone 5ths in low instruments, Mvt. 3, mm. 11-15 
 In fact, the first departure from F as the bass note in Movement 3 does not occur 
until measure 24. Drone 5ths in the lower instruments recur throughout the movement. 
 Another element of Hungarian-Gypsy music within Movement 3 is the frequent 
use of thirds. This “fixation with thirds,” as Bellman calls it, is a common feature of the 
so-called “Turkish” style, a precursor to the Style hongrois.  Thirds are an important 36
melodic fixture in Movement 3, as seen in the primary theme. 
Ex. 63: Melodic 3rds in primary theme, Mvt. 3, mm. 11-12 
 Bellman, “Toward a Lexicon for the Style hongrois,” 218.36
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 The use of the tambourine, often with other percussion instruments like the 
triangle, bass drum, and cymbals, was also common in the Turkish Style.  This 37
combination of instruments, which arose out of Turkish military traditions, made its way 
into what we know as the Hungarian-Gypsy Style, or Style hongrois.  Throughout the 38
third movement, with the exception of the slower section (mm. 86-116), the tambourine 
is critical to the rhythmic drive and the Hungarian character of the music. 
  
Ex. 64: Tambourine rhythms, Mvt. 3, mm. 73-75 
  
 The Style hongrois is characterized by particular rhythms that occur frequently in 
the music.  Two of these rhythms in particular, known as the “spondee” and the alla 39
zoppa rhythm, are used throughout the third movement of Concerto for Jazz Trombone 
and Wind Ensemble. 
 Bellman defines the spondee as “a metric foot consisting of two accented longs.” 
He goes on to say that it “has the inevitable effect of punctuating or interrupting a line.”  40
In Example 66 it is punctuating the solo trombone melody and bringing a close to the 
phrase. 
 Jonathan Bellman, The Style Hongrois in the Music of Western Europe (Richmond: 37
Northeastern University Press, 1993), 34-35. 
 Ibid. 38




Ex. 65: Spondee at the end of the first primary theme statement, Mvt. 3, mm. 13-15 
 Later in the movement, just before the slow section, the spondee is used more as 
an interrupting gesture as the figure in measure 77 is developed and displaced. 
Ex. 66: Spondee displaced to interrupt the melodic line, Mvt. 3, mm. 77-80 
 The spondee is found throughout Bartók’s output, notably in the fifth movement 
of his Concerto for Orchestra,  from which my 3rd movement draws a great deal of 41
inspiration. 
 Béla Bartók, Concerto for Orchestra (London: Boosey & Hawkes, 1983), 79-147.41
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Ex. 67: Spondee in Bartók’s Concerto for Orchestra, Mvt. 5, mm. 405-410 
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Ex. 68: Spondee in Bartók’s Concerto for Orchestra, Mvt. 5, mm. 411-415 
 The two long quarter notes in measure 408 of Bartók’s fifth movement interrupt 
the sixteenth note activity in the strings and punctuate the end of the phrase. Another 
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spondee is found in measure 412. The rhythm is then displaced so that it begins on the 
second beat of measure 414. 
 The alla zoppa rhythm, or the “limping” rhythm, is “formed by two quarter notes 
flanking a half note.”  The example Bellman gives is from the fourth movement of  42
Schubert’s String Quintet in C Major, Op. 163.  
Ex. 69: Alla zoppa rhythm in Mvt. 4 of Schubert’s String Quintet in C Major, Op. 163. 
 In the case of my piece, this same short-long-short rhythm is notated as two 
eighth notes flanking a quarter note.  
Ex. 70: Alla zoppa rhythm in solo trombone melody, Mvt. 3, mm. 20-22 
 Example 70 shows a chain of these rhythms displaced to create a hemiola. 
According to Bellman, the alla zoppa rhythmic gesture “can be used either as a melodic 
rhythm, …or as an underlying dance rhythm.”  In the Schubert Quintet it functions more 43
as a supporting dance rhythm, but in my piece it is used primarily within the melody. 
 Bellman, “Toward a Lexicon for the Style hongrois,” 232.42
 Ibid.43
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Introduction and Primary Themes 
 The opening two measures of Movement 3 provide a stark contrast from the end 
of Movement 2. The brass, through staggered entrances, play four consecutive sets of 
half steps, each a perfect 4th apart. With the addition of E natural, another perfect 4th 
away, nine different pitches are used — Eb, Bb, and F are omitted. 
Ex. 71: Pitch content of opening gesture, Mvt. 3, mm. 1-2 
 The Eb and Bb are not used in the introduction to Movement 3 because the 
previous movement is set in the key of Eb minor, in which Eb and Bb have a strong 
presence as the tonic and dominant, respectively. This gives the opening gesture of the 
final movement a surprising brightness and lift. Since F is the tonic of the third 
movement, that pitch is avoided in the first two measures in order to create a strong 
resolution at the start of measure 3. The placement of the dominant (C) on top, and the 
leading tone (E) on bottom, create a strong pull to the key of F. This pull is enhanced by 
the tension that all of the half step intervals generate in measures 1-2. 
 The clarinets establish the tempo at measure 3, reinforcing the tonic with repeated 
staccato eighth notes. The accented dissonances in unexpected places in measures 3-5 set 
the tone for an exciting finale. 
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 The solo trombone theme at measure 6 oscillates among thirds found within the 
gypsy scale. After the rhythmic stability of the downbeat-oriented figures in measures 
6-8, a syncopation is created through the recurrence and the agogic stress of the D#s in 
measure 9 and the B naturals in measure 10.  
  
Ex. 72: First statement of primary theme, Mvt. 3, mm. 6-10 
 This five-measure phrase is repeated at measure 11 with the addition of the 
tambourine accompaniment, drone 5ths in the low instruments, and a different ending to 
the phrase that terminates with the spondee in measure 15.  
 Beginning at measure 16, the horns, trombones, clarinets, and saxophones play 
what I will refer to as the “Hungarian blues accompaniment figure.” 
  
Ex. 73: Hungarian blues accompaniment figure, Mvt. 3, mm. 16-19 
 The three top voices use pitches from the gypsy scale in vertical form, usually 
maintaining a 2nd on the bottom and a 4th on the top. The perfect 5ths underneath, 
played here by the tuba, euphonium, bassoons, and bass clarinet, fill the gaps created by 
the eighth rests in measures 16-18. This accompaniment figure is also characterized by 
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the short chords that begin on upbeats and the long/accented articulations on certain 
downbeats. The notes Eb, F, and Ab in the top voice are the b7, root, and b3 in the key of 
F, giving this material a blues feeling. Throughout the third movement this figure will 
reappear with variations in the articulation/accent pattern. 
 Although it is in the foreground in measures 16-19, the Hungarian blues 
accompaniment figure takes a supporting role in the double reeds and piano at measure 
20. A new theme using the same gypsy scale is introduced in the solo trombone at 
measure 20. 
Ex. 74: B Theme, Mvt. 3, mm. 20-22 
 In terms of form, the section that begins at this point is labeled as “B.” While the 
pitch content in measures 20-22 is the same as the A section, the melody that begins the 
B section takes a much different shape and has a distinct rhythmic character. The 
alternation between short eighth notes and long quarter notes produces a 10-beat 
hemiola. Further setting this section apart is the move to a different harmonic zone in 
measure 24. 
 The saxophones, horns, and piano have an Ab13 chord (Gb, Bb, C, and F over an 
Ab in the bass), while the upper woodwinds begin a constant sixteenth-note figure using 
notes from the lydian dominant scale.  In lydian dominant, which is the fourth mode of 44
 Levine, The Jazz Theory Book, 56.44
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the ascending form of melodic minor, “lydian” refers to the raised 4th, and “dominant” 
refers to the lowered 7th. 
Ex. 75: Lydian Dominant Scale 
 The sixteenth-note figure in the woodwinds at this point in the piece is similar to 
a figure found in the strings toward the beginning of Concerto for Orchestra, Mvt. 5. In 
measures 21-23, shown in Example 76 below, Bartók used the A lydian dominant scale, 
adjusting the #4 to a natural 4 only when the line is descending. 
  
Ex. 76: Lydian dominant woodwind figure, comparison to Bartók; 
Bartók: Mvt. 5, mm. 21-23, Conrad: Mvt. 3, mm. 24-25 
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 At measure 24, the solo trombone develops the initial melody by using the minor 
3rds that are found in the lydian dominant scale. This gives familiar material a different 
context. 
 
Ex. 77: Development of primary motive, Mvt. 3, mm. 24-25 
 As the orchestration starts to grow at measure 28, the high woodwinds continue 
their sixteenth notes while the solo trombone begins a series of descending augmented 
triads. The augmented triads used here have a subtle connection to the B section from the 
2nd movement, which contains several arpeggios of augmented triads. 
 The underlying harmonic progression for measures 24-33 is shown below in 
Example 78. In the key of F, the Roman numerals that can be applied here are: bIII, IV, 
bVI, and V. The rate at which the chords change, known by jazz musicians as the 
“harmonic rhythm,” accelerates as the resolution to the tonic approaches. 
  
Ex. 78: Harmonic progression in B section, Mvt. 3, mm. 24-33 
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 As the chord moves up a whole step from Ab13(#11) to Bb13(#11), so does the 
scale used in the woodwinds — from Ab lydian dominant to Bb lydian dominant. On the 
Db13(#11), the woodwind figure uses notes from the F blues scale: F, Ab, Bb, and Cb. 
Ex. 79: Scales used in woodwind figure, Mvt. 3, mm. 28-32 
 Even though the harmony changes on beat 1 of measure 31, the blues scale figure 
is continued for another two beats, creating dissonances between the C7 altered chord 
and the B natural and F natural of the blues scale. On beats 3 and 4, the “altered scale” is 
used with a chromatic passing tone between the Bb and the Ab. The altered scale is a 
name given to the seventh mode of melodic minor,  which is also sometimes called 45
“diminished whole tone” or “super locrian.”  46
 For two measures (mm. 32-33), the Hungarian blues accompaniment figure 
comes to the foreground again at a forte dynamic in the brass.  
 At measure 34, the instrumentation shifts to clarinets, saxophones, bassoons, and 
piano supporting the soloist. The melody here is the same as in measure 20, except that 
instead of a three-measure phrase, the solo trombone is interrupted after two measures by 
 Levine, The Jazz Theory Book, 56.45
 Jamey Aebersold and Dave Liebman, The “Scale Syllabus.” (New Albany, IN:   46
Aebersold Publications, 1982), vii.
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loud fanfare gestures in the brass on a Bb13 chord. The flutes and oboes contribute to the 
turbulence with sixteenth note figures using F, G, Ab, and Bb (the 5, 6, b7, and root of 
the Bb dominant chord underneath). The cymbals, tambourine, triangle, and bass drum 
featured at this point are all associated with the so-called batterie turque.  This 47
particular percussion instrumentation made its way from the Turkish military tradition 
into the European art music tradition.  48
 The Hungarian blues accompaniment figure and the batterie turque fanfare 
material continue to alternate back and forth until measure 50. The juxtaposition of these 
musical ideas creates harmonic motion between F and Bb7, the I and IV in the key of F. 
This is yet another example of the third movement’s strong connection to the blues. 
  In terms of form, measures 34-49 can been seen as B′. Much of the material from 
the B section is reused here, but there is enough different material to warrant the prime 
designation. However, since the new material is not melodic or thematic in nature, it 
would be inappropriate to give this section its own separate formal designation.  
A New Melody and Harmonic Excursions  
 The C section that follows begins in A minor. It is set up by the Bb dominant 
chord in measures 48-49, which functions as a tritone substitution for E7. The Hungarian 
blues accompaniment figure is modified slightly at measure 50 to fit the A minor tonality. 




Ex. 80: Modified Hungarian blues accompaniment figure, Mvt. 3, mm. 16-17, mm. 50-51  
 Example 80 shows the difference between the original figure and the modified 
one. The F naturals on the top are lowered to E naturals, and the perfect 5th between A 
and E on the bottom reinforce A as the tonic in the modified figure. 
 The primary melody in the C section uses the gypsy scale, but with a tonic of A 
instead of F. This is actually a more typical way of organizing this set of intervals — as a 
harmonic minor scale with a raised 4th.  49
Ex. 81: “C Theme” using the gypsy scale with A as tonic, Mvt. 3, mm. 52-55 
 This new legato melody stands in contrast to the more brazen themes that have 
been presented before it. Harmonically, the key areas move down in major 3rds during 
 Huneker, Franz Liszt, 163.49
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this section. After the initial phrase in A minor, the modified Hungarian blues 
accompaniment figure is transposed down to F minor. The same gypsy scale 
(untransposed) is used over the F minor harmony. D# is respelled as an Eb, since it is 
acting as the 7th of an F minor 7 chord. The pickups into measure 56 come from the solo 
trombone figure in measure 9 (which is also repeated in measure 14). After two measures 
of F minor, the harmony moves down by another major 3rd to land on C# minor. Just as 
the octave is divided evenly into minor 3rds in Movement 2, it is divided evenly into 
major 3rds in Movement 3. 
  
Ex. 82: Major 3rd relationship between key areas in the C Theme, Mvt. 3, mm. 56-59 
 In measures 58 and 59, over the C# minor harmony, the minor 3rd interval 
between the 7th and the 5th of the chord is moved chromatically up and down in a way 
that recalls the minor 3rds used in the primary A section theme. 
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 The main C theme is restated at measure 61 in the key of C# minor, up a major 
3rd from measure 52. The descending 6th interval that ends the phrase in measure 62 sets 
up a series of contracting intervals in measures 63-64. While the E natural remains on 
top, the bottom notes climb up in half steps.  
Ex. 83: Contracting intervals in transition from C section to A section, Mvt. 3, mm. 63-65 
 Once a minor 3rd interval is reached in measure 65, it is transposed down in half 
steps until arriving at the notes A and C (the 3rd and 5th in F major) for the A theme. 
 The return of the primary theme at measure 68 is fragmented in the solo trombone 
part. The soloist plays only the first two measures of the five-measure phrase, leaving the 
remaining three measures to the saxophones and flutes. With the reentrance of the 
tambourine, as well as the full, unfragmented melody in the solo trombone, measures 
73-77 match measures 11-15 from the initial A section. 
 The musical material that makes up the last three beats of the solo trombone 
melody in measure 77 is developed in the following four bars. It will be useful at this 
point to examine the connection between the gypsy scale and the augmented scale. 
 The augmented scale is a six-note construction that follows a pattern of 
alternating half steps and minor 3rds. It can be looked at many different ways, as shown 
in Example 84. 
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Ex. 84: Intervals, triads, and tetrachords within the augmented scale 
  
 The notes that make up an F augmented triad (every other note of the augmented 
scale) are the roots of the three different tonal areas explored in the C section: F, A, and 
C#. 
 Within the gypsy scale, the two harmonic tetrachords are what give the scale its 
distinct and exotic sound. As indicated in Example 84, the augmented scale contains 
three interlocking harmonic tetrachords. Because these two different scales share many 
of the same intervals, the melodic material formed from the scales can be very closely 
related. The transition from the gypsy scale material in measures 68-77 to the augmented 
scale material in measures 78-81 is therefore very smooth.  
 Although the pitches used by the melodic voices in measures 78-81 are restricted 
to the augmented scale, some of the major triads that punctuate these phrases come from 
the gypsy scale. 
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Ex. 85: Major triads within the gypsy scale 
 The ascending augmented scale run played by the flutes and saxophones in 
measure 81 leads to a full ensemble chord in measure 82. This Gb13 (#11), the tritone 
substitute for C7, resolves back down by half step to the low brass F natural in measure 
86. 
Slow Section and Cadenza 
 The D section, where the tempo is cut in half, starts with a low brass chorale at a 
very soft dynamic.  The chord progression established in measures 86-93 serves as a sort 
of “ground bass” for this section. Almost like a passacaglia (except that it is not in triple 
meter), this section layers solo trombone melodic variations and supporting material over 
a continuous bass line. 
  
Ex. 86: Reduction of low brass chorale, Mvt. 3, mm. 86-93 
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 The harmonic sequence shown in Example 86 happens three times in a row, with 
an extension the third time. After the motion from B major to Db major occurs two extra 
times (in order to accommodate the chimes solo in measures 109-110), the progression 
advances to Eb major (add2) in measure 111, with a Gb major 13 chord in place of E 
major 9 on beat 3. 
 The notes of the ground bass form an F locrian scale with a passing tone between 
the b7 and the root. The I-IV-I motion built-in to this progression is suggestive of the 
blues. 
Ex. 87: Ground bass, Mvt. 3, mm. 86-93, mm. 94-101 
 When the solo trombone enters at measure 94, the melodic material is centered 
around the 5th, C. Using this pitch as an axis, the melody moves a major 2nd below and a 
minor 3rd above that point. The technique of intervalic expansion is then once again 
employed to form a minor 3rd below and a perfect 4th above. 
Ex. 88: “D theme,” Mvt. 3, mm. 96-99 
 Beginning at measure 102, many of the same intervals and shapes are used, but 
with F, the tonic, as the axis. This melodic material in the D section is derived from the 
Hungarian blues accompaniment figure. Example 89 compares the top voice of the 
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accompaniment figure from earlier in the movement with a part of the solo trombone 
melody from the middle of the slow section. 
Ex. 89: Comparison of Hungarian blues accompaniment figure and D section melody, 
Mvt. 3, mm. 18-19, mm. 102-103 
 The F minor pentatonic melody in the upper register of the solo trombone in 
measures 102-105 transitions seamlessly into two measures of improvisation within an F 
blues tonality. Aside from the brief rhythmic improvisation on repeated F naturals earlier 
(mm. 46-47) and the upcoming cadenza, this is the only other improvisatory passage in 
the movement. 
 In terms of the rhythmic accompaniment, a cajón (wooden box drum from Peru) 
is employed in the percussion section for the purpose of establishing a groove. Since a 
traditional jazz rhythm section is not used in this piece, I had to find other ways of 
approximating the roles that would usually be covered by rhythm section players in a 
jazz piece. Here the cajón is used in place of a jazz drum set, starting out somewhat 
sparsely at measure 94 and building to a more active groove at measure 102. 
 To add to the impact of this section, many of the members of the wind ensemble 
are instructed to sing a concert F loudly through measures 102-107. The figure in the 
chimes, the ritardando, and the diminuendo, all set the stage for the solo trombone 
cadenza. 
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 The cadenza is organized into three brief subsections in order to provide some 
parameters for the improvisation. In the first subsection, the soloist is instructed to 
improvise freely using the notes of the gypsy scale in any octave. The cadenza continues 
in measure 114 with idiomatic arpeggios of the major triads found within the gypsy scale 
(see Example 85). Finally, the third subsection makes a brief return to free improvisation 
using the gypsy scale with an instruction to end the cadenza on a low F (F2). 
Ex. 90: Cadenza in the solo trombone part, Mvt. 3, mm. 113-116 
 This is the point in the piece over which I have the least control as the composer. I 
agree with Graham Collier, however, with regards his statement that “[in] any jazz 
situation there ought to be ‘potential for change’ where something is left open for 
development during the performance.”  That was precisely the intention with the 50
inclusion of this improvised cadenza: to leave this part of the piece in the hands of the 
performer.  
 In the premiere performance of Concerto for Jazz Trombone and Wind Ensemble, 
the soloist, Dr. Anthony Williams took a few liberties with the box notation in the 
 Collier, Interaction: Opening up the Jazz Ensemble, 19.50
!78
cadenza. Although the suggested duration for the free improvisation in measure 113 is 
twenty-five seconds, the first portion of his cadenza lasts about forty seconds on the 
recording. Furthermore, in measure 114, instead of improvising using the given triads 
exclusively, Dr. Williams alternated between playing the written arpeggios and inserting 
his own improvised phrases based primarily around the F minor pentatonic scale. He 
chose to forgo the third box (measure 115) entirely, ending the cadenza instead with a 
descending blues scale phrase leading into the low F. 
 Part of what makes jazz composition different from other types of composition is 
that the integration of improvised material assures each performance of the piece will be 
noticeably different. As discussed in the first chapter of this document, improvisation 
also gives the performing musician a chance to bring his/her own musical personality to 
the piece.  
 Improvisation used to be quite prevalent in classical music, especially in the 
context of a concerto cadenza.  (This is not to mention the ubiquity of improvisation in 51
Baroque ornamentation, improvised chord voicings within continuo parts, etc.). Outside 
of jazz music and a few other specific performances styles, it is sadly far less common 
these days. Regarding improvisation, Joshua MacCluer goes as far as to say that “today 
the art is almost completely lost in classical music, and this has led to a great decline in 
personal expression, creativity, and joy in classical music performance and life.”   52
 Michael Thomas Roeder, A History of the Concerto (Portland, Oregon: Amadeus Press, 1994), 51
52.
 Joshua MacCluer, “The Lost Art of Classical Improvisation,” Joshua MacCluer Blog, 52




 In the concluding section of the piece, many of the themes and musical elements 
presented earlier reappear in rapid succession. In measures 117-120, the clarinets play 
staccato eighth notes with accented dissonances similar to measures 3-5. The A theme, 
presented by the tenor saxophone, baritone saxophone, and bassoon at measure 121, is 
interrupted by the sudden return of the batterie turque fanfare material. After two more 
measures of A section material and one more brief fanfare outburst, the solo trombone 
enters playing a gypsy scale variation of the primary theme from the first movement. 
Ex. 91: Comparison of Mvt. 1 first theme and its return in the finale, Mvt. 1, mm. 2-6, 
Mvt. 3, mm. 129-132 
  
 At measure 135, the harmonies from the B section of Movement 3 are recalled 
with one chord per measure: Ab13(#11), Bb13(#11), Db13(#11), and C7 altered. On the 
Ab dominant chord, the solo trombone alternates between two sets of minor 3rds, just as 
in measure 24. This material is then immediately transposed up a major 2nd to create a 
sequence from measure 135 to measure 136. 
Ex. 92: Ascending sequence in solo trombone, Mvt. 3, mm. 135-136 
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 The sequence is continued upward by the woodwinds until they arrive at Cb, Ab, 
and Bb. Much like measures 30-31, these notes (from the F blues scale) are continued 
into the following bars, creating dissonances with the underlying harmony. Not only do 
the woodwinds carry this hemiola through the C7 altered chord, they persist in measures 
139-140 over the Hungarian blues accompaniment figure in F. 
  
Ex. 93: Hemiola against Hungarian blues accompaniment figure, Mvt. 3, mm. 137-140 
 The combination of the Hungarian blues accompaniment figure in the brass and 
the Cb, Ab, and Bb in the woodwinds gives these measures a very strong blues character. 
 The final gesture of the piece reinforces the Hungarian-Gypsy elements of 
Movement 3. Leading into measure 141, the solo trombone plays an ascending sixteenth-
note run of the gypsy scale from F to F. The full wind ensemble responds with a 
fortissimo statement of interlocking alla zoppa figures using notes of the gypsy scale that 
travel from the dominant (C) to the leading tone (E) and ultimately to the tonic (F). 
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Ex. 94: Ending of piece, Mvt. 3, mm. 141-142 
 The last four measures encapsulate what the movement is all about: blending 
elements of blues and Hungarian-Gypsy music within a creative musical statement. 
Form 
 For Movement 3, the approach to form was much more organic than it was for 
Movement 1. The musical events unfold one after the other in the third movement 
without as much concern for an overarching formal design. The form is not through-
composed, however, because much of the material is restated and reused at different 
points in the movement. The only formal element that I had predetermined prior to the 
compositional process was the decision to include a cadenza near the end. This was done 
to satisfy my goal from the outset of retaining many of the conventions and traditions 
usually associated with concertos. 
 Table 2 provides a formal outline for this movement. Each larger section is 









b:  16-19 “Hungarian blues accompaniment figure”
B: 20-33
a:  20-23
b:  24-33 (development)
        transition: 32-33 “HBAF”
B': 34-51
a:  34-35
c:  36-38 “batterie turque fanfare”
a':  39-42
c:  43-45 (fanfare)
a'': 46-47
c:  48-49 (fanfare)
        transition: 50-51 “HBAF” in A minor
C: 52-67
a:  52-55 (A minor)
b:  56-60 (F minor     C# minor)
a':  61-64 (C# minor)
        transition: 65-67
A': 68-85
reprise of “a”: 68-72 (in F)










reprise of “a” with fanfare interruptions: 121-128
F: 129-142
reprise of Mvt. 1 theme: 129-134
reprise of “B” material: 135-138
HBAF and gypsy scale ending: 139-142
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 The organization of the different sections end up looking like a modified rondo 
form, especially considering the fact that the A section material and the F section material 
are closely related. 




CONCLUSION: THE WORK AS A WHOLE 
 From the outset of my research, I wanted to write a jazz piece that existed within 
a largely classical framework. For that reason, I chose to keep the traditional formal 
design of a three-movement concerto: fast first movement, slow second movement, and 
faster third movement. 
 There is no purposeful relationship between the keys of the movements. My 
considerations for choosing the keys were perhaps more practical than they were 
creative. Among them were the range of the trombone, the general preference for flat 
keys over sharp keys among wind ensemble musicians, and the general idea of having 
contrast from movement to movement. Ultimately, the first movement is set primarily in 
a G mixolydian tonality with secondary themes in Bb and F; the second movement is in 
Eb minor, with a secondary theme in Gb major; and the final movement is in an F 
Hungarian-Gypsy tonality with only brief excursions to other tonal areas. 
Cyclic Elements 
 Although many of the cyclic elements of the work, especially on a more local 
level, have been pointed out throughout the analysis that preceded this chapter, this 
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chapter will take a closer look at the recurring motives and compositional techniques in 
Concerto for Jazz Trombone and Wind Ensemble that give the piece a sense of unity. The 
primary themes in all three movements are related through their use of minor 3rd 
intervals. Each theme prominently features a pair of minor 3rds, originating from the A-
cell. The fixation on this interval in Movements 1, 2, and 3, has a binding effect on the 
musical language of the piece. 
Ex 96: Pairs of minor 3rds in primary themes of all 3 movements 
 Minor 3rds are also found in the minor pentatonic scale and the blues scale, both 
of which are used frequently throughout the piece. 
 The B-cell from Movement 1 not only generates a large amount of the material 
within that first movement, but it also has a very strong connection to Movement 3. The 
harmonic tetrachord, made up of half steps and augmented 2nds (minor 3rds), is used in 
the B-cell portion of the primary first movement theme, as well as the gypsy scale 
material and augmented scale material in the third movement. 
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Ex. 97: Harmonic tetrachords in Mvts. 1 and 3 
 Much of the transitional material across all three movements is closely related. 
The octatonic 4ths motive, first introduced in measures 25-27 of Movement 1, reappears 
in many different variations throughout the first two movements. Notably, the transition 
to the return of the primary theme in Movement 2 features the motive in the solo flute 
and solo alto saxophone (see Example 51). 
 The transition theme at measure 19 in Movement 1 bears a striking rhythmic 
resemblance to measures 65-67 in Movement 3, the transition from the C section to the 
return of the A section. 
Ex. 98: Similarities in transition material, Mvt. 1, mm. 19-21, Mvt. 3, mm. 65-67 
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 While there are many additional unifying components among the movements, 
(some of which are very subtle), perhaps the most obvious is the return of the primary 
first-movement theme just before the close of the third movement. This ties the 
beginning and end of the piece together in an authoritative way (see Example 91). 
Compositional Technique: Rhythmic Compression 
 In the outer movements, rhythmic compression is used many different times to 
generate a sense of forward motion. The overlapping entrances of the A-cell figure in 
Movement 1, measures 14-15 provide an example of one such instance (see Example 11). 
The ensemble statement of the first movement’s second theme uses compression of 
another type. The original melody, which was in 4/4 time at a tempo of quarter note = 
108, is squeezed into triple meter at measure 62, with a tempo of quarter note = 140. 
Ex. 99: Compression of second theme, Mvt. 1, mm. 32-37, mm. 62-67 
 Measures 157-164 in Movement 1 show an example of compression through 
rhythmic diminution. The whole notes in the lower instruments become half notes in 
measure 161 and quarter notes in measure 163. Similarly, the eighth-note groupings 
introduced in measure 159 are joined by sixteenth-note figures in measure 161. These 
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eighth notes and sixteenth notes repeat and overlap in a crescendo into measure 165. (see 
Examples 35 and 36).  
 In Movement 3, compression is achieved primarily through the means of 
shortening the lengths of phrases as they are repeated. For example, the first phrase of the 
B theme at measure 20 is three measures long the first time, and only two measures long 
when it is repeated at measure 34. 
 The batterie turque fanfare figure is two beats shorter each time it recurs. The use 
of this technique helps to build excitement, especially in the final section of Movement 3. 
 
Table 3. Compression in recurrence of batterie turque fanfare figure in Mvt. 3 
 
 Compression can also be found in the harmonic rhythm of the B section in the 
third movement (see Example 78) and the return of those harmonies at measure 135. The 
harmonic rhythm goes from four measures per chord (mm. 24-27) to two measures per 
chord (mm. 28-29) to one measure per chord (mm. 30-31). Later in the piece, from mm. 
135-138, each harmony is given only one measure. 
Phrase lengths of fanfare figure
At m. 36: 12 beats
     m. 43: 10 beats
     m. 48: 8 beats
     m. 124: 6 beats
     m. 128: 4 beats
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 The return to this compositional technique in various forms throughout the faster 
movements gives a sense of unity to the way that phrasing and pacing are approached in 
the piece. 
Objectives Revisited 
 The goals of this study were: 1) to make a unique contribution to the solo 
trombone repertoire by composing a piece that allows a jazz soloist to perform within a 
largely classical framework; and 2) to present research which provides not only historical 
context for the work, but also theoretical analysis of the many various musical and 
compositional elements therein. 
 Concerto for Jazz Trombone and Wind Ensemble gives the solo trombonist the 
opportunity to showcase his/her ability as an improvisor and demonstrate his/her 
understanding of jazz style. Elements of the jazz language such as the blues scale, ii-V-I 
progressions, and tritone substitutions were successfully integrated with classical 
elements like sonata-allegro form and the Style hongrois. Perhaps most importantly, 
improvisation plays a vital role in all three movements. It is my hope that this piece, 
along with the research and analysis presented, will spark further cross-genre 
developments in music composition. 
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Conductor:  Danny Galyen 
Jazz Trombone:  Anthony Williams  
Flute:    Anna Cook, Tamara Drury, Mackenzie Dugger, Shiqun Ou 
Oboe:    Kristin Rasmussen, David Thompson, Alex Tjelmeland 
Clarinet:   Mikaela Dunn, Alexis Hahn, Tia Heien, Sayyod Mirzomurodov, 
   Alissa Ortega, Lucas Randall, Emma Schmidt, Angela Schwartz, 
   Andrew Wiele, Glenn Zimmer 
Bassoon:  Jarod Kral, Laura Sabotta, Aaron Unash 
Saxophone:  Andrey Floryanovich, Lexi Forstrom, Mark Northup, Gage  
   Schmitt 
Trumpet:  Sam Anderson, Ryan Garmoe, Rishi Kolusu, Sarah Quesnell, 
   Brenda Sevcik, Logan Vander Wiel, Colton Whetstone 
Horn:   Dan Charette, Brittany Schultz, Ryan Miller, Madison Mohr 
Trombone:  Collin Krukow, Chris Copeland, Michael Stow, Tom Mortenson 
Euphonium:  Terra Hill, Joseph Morris, Sam Nau 
Tuba:   Dan Benson, Adam Denner, Chase Pebworth 
Percussion:  Nick Behrends, Kyler Boss, Trevor Else, Steven Hoopingarner, 
   Tyler Martin, Mack Vos, Seth Chronister 
Piano:   Isaac Smith 
The world premiere was recorded live on Wednesday, February 21, 2018 by Tom Barry 
in the Great Hall of the Gallagher-Bluedorn Performing Arts Center; Cedar Falls, IA
